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Landscape Drawing. Strolling nutduurs Midi a 
sketchbook under your am and s few pencil* in your 
pocket—that'* an artist's idea of heaven on earth. To 
Mauder through the wood*, climb a mountain path, or 
walk barefoot on the beach, absorbing the beauty of tu 
lure, is a jny in itself. Hut the pleasure of the outdoors 
becomes infinitely greater when you have the skill to 
record the beauty of nature on drawing paper The mob 
and techniques of drawing are *o simple. the process so 
rapid and ipntmnius. that drawing is die ideal ore- 
drum fee capturing your cnutionaJ mptnsc to rsnwr 
A landscape tlmwing can he anything from a fire- 
minute sketch of a single tree to a panoramic landscape 
of mountains that may take an hour or more. You can 
return from a morning** walk with several finished 
drawings or a dozen rapid sketches dial may be lovely 
in themselves or may form the bast* ter panting* cre¬ 
ated in the studio 

Indoors or Outdoors. Although some people are 
culdoor artists and others arc indoor artist*, it's impor¬ 
tant h> remember that the best Undre.<qxs always nan 
outdoor*, even if they're finished in the studio The 
only way to learn how to (haw a cliff or a cloud H to go 
ait and find it. There's no substitute fur firsthand 
knowledge of your subject. Working an locaoon will 
strengthen your powers of observation aid train year 
visual memory So it's important to spend as much tune 
as you can drawing outdoors, even if those drawings 
are nothing more than mull, quick studies for bigger 
drawings or paintings which you hope to develop in¬ 
doors Those on-the-spot drawings—no natter how 
rough and crude they may turn out to ho—will have a 
freshness and mifiscaticiis fiat you can gel only by 
looking straight at the subject. If you decide to use 
these outdoor sketches as the basis for more work in¬ 
doors. the/wished drawing or painung will have a feel¬ 
ing of reality dial yew can never get by working jasl 
from memory or imagination. 

Learning to S««. The first few pages of Landwap* 
Dron ing are planned to tram your powers of observa¬ 
tion. You'll learn bow to measure the height, width, 
and slope of sahuu* Und'i-ipc ckmcr.ts. such as trees 
aid ruck formations You 11 team bow to judge the pro¬ 
portions of typical landscape forms such as bladders, 
trees, and douds. The elements of linear and aerial per¬ 
spective will lie explained AisJ you'll Iran* how to 
judge values—the comparative lightness or darkness of 
your subject—so you can convert the colon of nature 
into the black-and-white tone* of a drawing in pencil, 
chalk, cr charcoal. 


Starting with Basic Forma. Every contemporary 
landscape paiaiei remembers CCra&ac's fnmxis obser¬ 
vation that all the complex shape* of nature are bated 
on a few simpk geometric Kent*. So you'll kam how 
to visualize cubtcul form* os the basis tor draw mg land¬ 
scape elements such as rocks and cliffs; cylindrical and 
conical forms as the basts of tree trunks and hills; 
minded forma as fise basis of boulders and masses of 
foiiagc. YouII also lean* how to construct simple nan- 
geometric forms as the basis for drawing objects with 
erratic shapes, such as a snow-envered tree or a mass of 
(tying surf ai rhe tcashrar The anted artiu Ferdinand 
Petrie draws a scries id vlqvby-slrp deiiMmslraiiuns hi 
show you the four fundamental stages in transfomwqt 
cubical, cylindrical, rounded, and irregular shapes into 
typical forms of nature such as a rocky shore. a tree 
stump, trees, and windswept clouds. 

Demonstrations Petrie then shows you how u> pul 
all these techniques to work in a scries of ten step-by- 
step dcnur.stratk'nt if complete landscape and coastal 
subjects, the rich texture and detail of trees, the intricate 
term* of 3 meadow with tic brood shapes of hills in the 
distance, a stream winding among rocks and trees; a 
beach with the complex shapes of rocks, the nigged 
term* of mountains; the drama of surf crashing again*! 
a rocky shoreline; tic soft, yet solid stupes of a snowy 
landscape, a shadowy pine forest, the still water of a 
pond surrounded by the sivenc form* of tic landscape; 
and finally, the rhytsmic contours of sand dunes on n 
beach 

Drawing Media. There landscape demodulations arc 
organized according to medium, in three groupings 
pencil, chalk, and charcoal. The demonstration* pre¬ 
vent a wide range of drawing technique* to show you 
the many ways of rendering contour, light and shade, 
texture, and detail in these versatile draw ing media. IV- 
tric* demonsiratiorn show you how a* render the forms 
of nature with vaiicar* couilnnaiiom of lines, sin At-*, 
and blended tunes interspersed uimmg the dcmonsira- 
txms are actual-size dose-ops which show >uu many 
ways of rendering form with various types of pencil, 
chalk, and charcoal on different drawing papers. 

Finding Your Own Way. These varied drawing 
tools, techniques, and surfaces arc prevented to hdp 
you find your own way. Fortunately, pencils, chalk, 
Jurcual. and rauat drawing papers arc inexpensive, sis 
yxxi're free to try as many alternatives ns possible. 
Gradually. you'll J reaver which material* and meth¬ 
ods scan most natural to you. 
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Keep n Simple. Th« best way to Man drawing it lo 
pet yourself just two things: a pencil and a pad of white 
drawing paper about twice the lire of the page you're 
now reading. An ordinary office pencil will d»-bu 
lest it to make sure dial you can make a pale gray line 
by gliding h lightly over the paper, and a rich Mack line 
by pressing a bii harder. If you’d like to buy something 
ar the an-ojpply acre, ask for an HB pencil, which is a 
good al.-purpose drawing tod. plus a thicker, darker 
pencil far bolder work, usually marked 4fl. SB, nr 6B 
Your drawing pad should contain sturdy white paper 
with a very slight tenure—not as smooth as typing pa¬ 
per (Ask for cartridge paper in Britain I To gel started 
with chalk drawing, all you need is a black pastel pencil 
or a Conti pencil. And just two charcoal pencils will 
give you a good taste of charcoal drawing, get one 
narked "medium' and another marked "soft." You 
can use all these different types of pencils on the same 
drawing pad 

Pencils. When wc talk about penal drawing, we usu¬ 
ally mean graphite pencil This is usually a cykndncai 
stick or black, slightly slippery graphite surrounded by 
a thicker cylinder of wood. Artists' pencils are divided 
roughly into two groupings soft aad hard A soft pencil 
will nuke a darker line than a hard penal. Soft pencils 
are usually marked B. plus a number to Indicate the de¬ 
gree of softness—3B it softer and blacker than 2B 
Hand pencils are marked H and the numbers weak the 
same way—3H is harder and makes a paler line than 
2H HB is civisidered an all-purpose pencil because it 
falls midway between hard and soft. Meal artists use 
marc soft pencils than hard pencils. When you're ready 
lu experiment with a variety of pencils, buy a full range 
cf soft ones from HB to 6B. You can also buy cylindri¬ 
cal graphite sticks In vanous thicknesses to ht into 
meal or plastic holders And if you'd like to work with 
broad strokes, you caa get rectangular graphite socks 
about at long as your Index finger 
Chalk. A Mack pastel pencil or Conk pencil is just a 
cylindrical stick of black chalk and. like the graphite 
pencil, it's surrounded by a cylinder of wood But once 
you’ve tried chalk in pencil form, you should also get a 
rcciar.gular black cock of hard pastel or Conte crayon. 
You may also want lo buy cylindrical sticks of Mack 
chalk that hi into metal or plastic holders. 

Charcoal. Charcoal pencils usually come in two 
forms. One form is a thin stick of charcoal surrounded 
by wood, like a graphite pencil Another form is a stick 
of charcoal surrounded by a cylinder of paper that yon 
can peel off in a narrow strip to expose fresh charcoal as 
the point wears down When you want a complete "pnl- 


eic" of charcoal pencils, get just three of them, marked 
hard." ‘ medium, and ’soft.'' (Some manufacrurm 
grade charcoal pencils HB through 6B. like graphite 
pencils: HB is the hardest and 6B is the softest.) You 
should also buy a few sticks of natural charcoal. You 
can get charcoal "leads" to lit into metal or plastic 
holders like those used for graph itr and chalk 

Paper. You could easily spend your life doing wonder¬ 
ful drawings on ordinary white drawing paper, but you 
should try otter kinds Charcoal paper has a delicate, 
ribbed texture and a very hard surface that makes your 
stroke look rough and allows you to Mend your strokes 
to create velvety tones. And you should try some realty 
rough paper with a ragged, irregular "tooth" that makes 
your strokes look hold and granular Ask your art- 
supply dealer hi show you his rtaighest drawing papers 
Buy a few sheets and try them out. 

Erasers (Rubber*). For pencil drawing, tftc usual 
eraser is soft rubber, generally pink or white, which 
you caa buy in a rectangular shape about the sire of 
your thumb or in the form at a pencil, surrounded by a 
peel-off paper cylinder like a charcoal pencil Fur chalk 
and charcoal drawing, the best eraser is kneaded rubber 
(or putty rubber), a gray square of very soft rubber that 
you can squeeze like clay to make any shape that's con¬ 
venient. A thick. Mock) soap eraser is useful for clean¬ 
ing up the while areas of the drawing. 

Odds and Ends. You also need a wooden drawing 
buad to support your drawing pad—or prrtapx a sheet 
of soft Ahertxard lo which you can tack loose d-eets of 
paper. Get same single-edge razor blades or a sharp 
knife (preferably with a safe, retractable blade) fur 
sharpening your drawing loafs, a sandpaper pad (like a 
little book of sandpaper) for shaping your drawing 
tools, some pushpins or thumbtacks (drawing pins in 
Bn tain); a papa cylinder (as thick as your thumb) 
called a stomp, for Ncndiag tones: and a spray can of 
fixative, which is a very dun. virtually invisible varnish 
to keep your drawings from smudging 

Work Area. When you sit down to work, make sure 
dial the light comes from your left if you’re right 
handed, aad from your nght if you’re left handed, so 
your land won't cast a shadow on your drawing papa. 
A jar is x good place to store pencils, sharpened end up 
to protect die pouts Store socks of chalk or charcoal In 
a shallow box or in a plain; silverware tray with conve¬ 
nient cnmpanmentv—which can be guxl fra saving 
pencils too. To keep your craven dean, store them a- 
part front your drawing tools—in a separate little box or 
in a compartment of that plastic tray. 
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Pencils. Hie caramon graphite peed! comes in nuny 
forms Looking from right to left, you sec the all-pwpo>< 
HB pencil, a flicker, softer pencil that makes a broader. 
Hacker mark. « metal holder dial grips a slender. cylindrical 
lead, a plastic holder that grips t thick lead, sad finally a 
rectangular suck of graphite that m ak e s a broad, bold mark 
on the paper It'S worthwhile to buy some pencils as well as 
two or three different types of holders to sec which ones feel 



Charcoal. This versatile drawing medium comes in many 
forms Looking up from the bottom of Bus photo, you tee a 
cylindrical suck of natural charcoal, a rectangular Mick of 
natural charcoal; a charcoal pencil; another kind of charcoal 
pencil— with paper that you gradually tear away as you 
wear down the point, and a cylindrical stick of charcoal in a 
metal holder. Natural charcoal smudges and erases easily, 
so N't good for broad tonal eflccti A charcoal penal makes 
Arm lines and strokes, but the strokes don’t blend as cast I > 


Chalk. Shown here arc (bur kinds of chalk Looking from 
the lower right to the upper left, you sec the small, tec- 
taagutar Conic crayon; a larger, rectanplar tuck of bard 
pastel, bald pastel In the form of a pencil But’s ccmvcmcnl 
for Local drawing, and a cylindrical stick of chalk ta a racial 
holder All these drawing tool* arc relatively inexpensive, 
and so M's a good idea u try each one to tee which you like 
bent 



Ermaer* (Rubber*). From left to right, you see the com¬ 
mon soap eraser, best for cleaning brosd areas of bare pa¬ 
per. a harder, pink eraser in pencil form for making precise 
corrections on small areas of graphite-pencil drawings, a 
bigger pink eraser wi* wedge shaped ends for maktag 
broader corrections, and a square of kneaded rubber ipurty 
rubber) that’s best for chalk and charcoal drawing Kneaded 
rubber squashes like clay (as you tec is the upper right) and 
can take any shape you want Press the kneaded rubber 
down on the paper and pul! a way. scrub only wbca neves- 
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Drawing Board and Pad. Drawing paper |family 
cnmei in pad* dial arc bound an one edge like a book Most 
convenient ia a spiral binding like ihc one yoa see here, 
since aach page fold* behind the other* when you** fin 
ithed a drawing The pad won't be shff enough togi»e you 
proper auppon by Mclf. m pt i wooden drawing board 
from your art (apply dare—or Haply buy a piece of 
plywood or flbertuard If you buy your drawing paper ia 
sheds. rather than pad*, buy a piece of toil t larbo ar d 10 
which you can tack your paper 


KnHu and Sandpaper Pad. TV pencil d* right has 
been shaped to a posai with a Mechanical penal sharpener 
TV other penal has been shaped to a broader point with a 
knife and sandpaper. TV kale is used to cal away the wood 
without cutting away much of Ihc lead Then the penal 
point is rubbed on the sandpaper to create a broad, flat bp 
Buy a knife nidi a retractable blade that's safe to cany To 
the right of the knife b a sandpaper pud that you can buy in 
mow art-supply Mores; it's like a small book, bound M one 
end so you can tear off the graphite-coated pages 


Stomps and Ctuanaing Tlsaou To Mead charcoal and 
push the blended tones into tight comers, you can buy 
stamps of various sues in any good art-auppiy store A 
slump is made of tightly rolled paper widl a taperrd end and 
a sharp point Use the tapered part for blending broad vtas 
and the tip for blending small areas A crumpled cleansing 
Issue can be used to dust cfT an nnsaasfaaory area of a 
drawing done in natural charcoal (It's harder to dust off the 
mark of a charcoal pencil l \ba can also use a dine to 
spread a soft tone over a large area. 


Storaga Store yoar pencils, sacks of chalk, and sticks of 
charcoal with cate—don’t jaM loss them into a drawer 
where day'll runic wound and break TV compartments of 
a silverware coo timer (usually made of plastic! provide 
good protection and allow you to organise your drawing 
tools into group* Or you caa umply collect long, shallow 
cardboard boesas—da kind that small gifts often come m. 
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Contour Drawing. Like as Abide, 
an artist need* to »«m up One of 
the classic * am up ex craves u con¬ 
tour Jra+int Choose a subject with 
bij, ifiUniia( shapes—such as iho 
tree stump Ld your eye wove gradu¬ 
ally around the edge* cl the shape* 
Draw the contours aUi a sharply 
pointed penal. Ictiiry the penal rose 
across the paper as your eye roves 
over the subject Try not to look at 
the paper loo much, but keep yoar 
eye on the subject. Let your penal 
•■feel’* its way over the paper as your 
eye •'feela” its way around the 
shapes. Forget about details and draw 
only (he big form Contour drawing 
trashes ytai lu luuk at shapes care¬ 
fully aad draw them simply 


Groping Lin*. Now try another 
contour drawing with a thick pen¬ 
cil—or any pencil widi a Mum poim 
Let your eye move very slowly 
around the shapes of the subject, 
while the pencil gropes it* way 
slowly across die paper Tty to draw 
with the fewest possible lines, and do 
your best to keep your eye on the 
subject while you draw Don't look at 
the paper too uften I>in*l wwry if 
your line looks thick and clumsy A 
thick line may not be elegant, bet it s 
powerful and expressive. The value 
of this groping-line escrow is to 
make you slow down. look carefully. 
and capture essential shapes without 
fussing about details 
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Scribbling. Sow try aradically dif¬ 
ferent warm-up exercise. Working 
again with a sharp pencil, tel your 
eye wander o*er the subject while 
your hand tenbbie* round and round 
on the paper. Keep die pencil mew¬ 
ing. whitting hack and forth, up and 
down, in zigzag* and cirri** You re 
nol trying Cu trace die pittite cun- 
lour* of each thape but trying lo cap- 
lure the subjects overall shape with 
rapid, intuitive movcraeni* Your 
tcnbMcd drawing will look meaner 
than your ocher drawings, bui the 
•enhhir* will have vitality and tpon- 
unetiy—and that’s what dus wrens 
up exercise teaches yoa: to draw 
freely aad tpoaiaaeoualy. misting 
your intuition aad **lcttiag go." 



Outturn Drawing. The subject 
doesn't actually move, hut artists 
rrftm talk ahnut the tmteesmem el in 
form* la reality, it** your eye that 
moves—rhythmically ovtr the 
forms Hie forms create a pash for 
die eye. telling it where lo go aad 
communicating a sente of move¬ 
ment This iv what you try lo capture 
in what artists call a gesture drawing . 
Let your eye move quickly over and 
around the shapes of the subject 
while your pencil glide* over the pa¬ 
per. as a skater glides cm ice. imitat¬ 
ing your quick, sweeping eye move¬ 
ments Thu final warm up exercise 
tsacha* you to kook for the internal 
movements and rhythms of your siN 
joct—aad then capture them with 
spontaneous lines. 
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Ugh Kay. Atiiiu ilw talk 
about the key of the land 
•cape. When the overall tone 
ci the laadicape n generally 
pale, it'* called a high-key 
picture la this cate, the val¬ 
ues ar apt to come from the 
beginning of the value 
Kale pate gray* and poati 
My wNie Even the dartett 
kma in the picture—(he tree* 
aa the Uwrelin* at the left- 
are relatively pale Foggy 
coaitlinct and mitt) land 
teapet are often in a high key 
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nature, to it pa)• to practwc drawing cubes and other 
Mock) vtuprv You can cdlccf a variety of beset around 
the house. Katier them on top of a table, and draw them 
from \ariout angle* Sian oul drawing them w ttb pencil 
I met Keep yuan pencil sharp and don 't hesitate to |0 over 
the I met tetenl time* until they're accurate Don't me a 
niter, but draw freehand The I me* don't hate to be perfect 



accuracy, you can eaatly draw the block) tom* of rocks, 
which hate tup and wk plane* just like hose*—although 
the planes of the rock* will certainly be more irregular You 
can brgta to draw rack rock by drawing a bos (like those at 
the left) and then going back over (he straight lines lu trans¬ 
form the shape* into rocks. As you've already learned, it'* 
alio easier to visualise prw/wnmni if you sun out »nh 
imaginary foie* 



Cuban In Light and Shadn. When you've had enough 
practice drawing bo vet with pencil line*, reader the tooes 
on the top and side plane* of the botes with the side of the 
pencil lead General), yon 'I And that each plane of the bos 
hat its own value In this case, the top plane catches the 
light and is the palest value, one side plane is a light gray 
halftone tor maddlesonrl; and mother tide plane is a darker 
gray, representing the shadow sole of (he block. The block 
also cast* a shadow on the tabletop—darkest nghl nest to 
the block and gradually growing paler as the shadow move* 
away 



Rocks In Light and Shad* Keep these dine planes m 
mind when you draw the values oa real rocks The planet 
wont be neat—nor w iB they be quite to obvious—but look 
carefully and you'll And then In thrte rocks, as in the 
best* at your left, the top plane is the light, one tide plane 
it the halftone (or middletcnel, and another tide plane is the 
shadow The order of these piaars nan change when the 
light comet from a different direction when (Ik ran is low 
in the sky. one ude plane could become the light and the 
other two planes, the halftone and shadow 
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(ini as yua drew the cubical shapes on ihe pRiluui page 
li t helpful to draw iheac boat* a* if they *ctt made of 
glass. ao you can aee through them to the botes behind 
Draw the whole hot. even if pat of it it concealed by the 
hot ui from 



Obtonga to Light and Shad*. Ute the ude of yoar pen 

cil lo block in the too on the three planes of those tall 
boaes. and pay particular attention to the shadow< that the 
hoses cant on one toother The light stokes the botes from 
the front, so the fmetal planes are the lightest value, the top 
planes are the halftones lor the middksoorsl. aad the tide 
planet are the shadows. The cast shadows aren't a solid, 
even tone but contain some reflected light picked up from a 
secondary light source, inch as a distant window at the left. 



Cliff. Lofty rock fontunom. such as cliffs, often look like 
coOeciiona of oblongs Uhea you draw these naiurel 
shapes, keep those ull. slender base* in mind. In fact, you 
can actually begin by drawing the shapes of the cliff as a 
senes of cb longs, then go over die guidelines wah more ir¬ 
regular lines that rapture the rocky character of the subject. 



Clff In Light and Shade. The same tonal partem appears 

cat the cliffs, which are essentially obkngs. Of course, the 
planes of light, halftone, and shadow aren't as neat on these 
rugged rocks, but you can still see them clearly Notice that 
the cast shadows contain a him of reflecse t l light picked up 
from the sky 






























Stap 1. When you go oglJoon to 
draw, look for nalural forint lo 
•hick you can apply you'** 
teamed about drawing cubical 
thapet la the firal few Knet of hit 
drawing of a rocky headland, the art- 
»« *uualuei the tubjoci at a huge 
cube with a tlanird lop plane The 
unifier rock at the ettreroe right it 
alto a kind of cube with tlanied 
Ude« And ihe foreground rodu ue 
tlicca cf enbet. The* fint few pencil 
linct ara limply guideline* over 


Stnp 2. Going hack over the pale 
fuideliaet with firmer, darker 
Miutc* of die pencil. I tie anal dnwt 
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Slap 1 Wort mg with the tide of the 
pencil, the aitiu Mocks in the shapes 
of the shadows with broad, rough 
strokes. Now ihc big headland la 
clearly divided win planet nf light 



■he right of the headland alto hat a 
lighted top plane and a ihadowy tide 
plane The foreground rocks don't 
wrm to receive as much direct light 
from the tun. to their lop planet arc 
darker tkaa that of the headland, 
•tile the ude plane i suggested in the 
lower right) b darter util 





Slap 4. Continuing to wort with the 
ude of the pencil, the erott addt ihc 
middle mart lor ha'.fluncsl—thote 
valuer whkh fal between the light* 
and thadowa —reinforcing the 
Mocky thaprt of the diff and ntit 
He alto dart cat the tkadowy tide 
planet of thu rockt. cmphatiiing 
thro Mocky thaprt So far. the anni 
hat omctntratrd on the big thaprt of 
light, thadow. and halftone that 
make the thaprt look tedid and ihrce- 
dimentKjnal Now he fumbet the 
drawing by adding Ihc cracks and 
other details within ihe rockt. pint 
the (sees and the shortliae 
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m common u blacky shtpr* Treri and branch** an naan 
tally cylindrical. although the simple geometric may 

be concealed unln the d i* tr ac Li ng deuil at foliage and 
bait When you look at a group of tree*, try to visualise die 
trunk* and tranche* at a collection of cy&aden, tome up- 
ngti. some slanied and tome hnrwnniil !a fact, it * helpful 
to draw thcac cylinder* with pencil lines. 



Cylinders in Light and Shade. In contrail with cubical 
chape*—where there are distinct plane* of light, halftone, 
and thmknt —the tones all run together on a cylinder Fern 
left to right on (he cylindrical shapes in thii ptkrt. yon can 
sac the gradual tran*nx>n tram the lighted left side of the 
tree to the halftone i nr m i ddle wi ne) m the shadow id the re- 
fleeted tight within the shadow lla outdoor subjects. died 
owi often contain light reflected from the distant sky or 
bounced off the laimelikc surface of nearby water ) These 
cylindrical shapes can car*in* shadows on one another 



hose (CTi vn a m guidelines over which you can draw the sc 
tual shapes of the livmg trees wifli sharper darker pencil 
lines Now you can look foe the irregularities in the con¬ 
tours—the bump* and dipt dial make the shape* of the trees 
and branches look seal But don't forget that the shapes are 
still buticnDy cylindrical. 



Tran Trunks In Light and Shade When yon render the 
gradations of light, halftone (or iMddlclooe). shadow, and 
r eflecte d light an tree trunks and b ra n ch ci. re m ember how 
the light wraps around a geometric cylinder Don't be dii- 
tracted by the texture of the bark You can draw the bark 
wuh small, distinct trroket that convey the tenure—bui 
press harder on the pencil as yon move from light to 
shadow. then make the cache* lighter as (be shadow curves 
around to pack up the reflected light . The cast shadow on the 
ground is broken up by the grata, bin you can draw this 
shadow with small "grassy" strokes 
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Conun. A cone n closely related to a cy linder m it* tense 
dial both have curving side*—but the sides of the cane 
Uper. while the sides of the cylinder remain roughly parnl 
lei Practice drawing cooes Imagine that they 're made of 
glass to you can tec one bchmd the othce—and to you can 
dean then elliptical bottoms. In ihn way. you get into die 
habit of vnuahuag cones as soiid. three dunenuonal 
forms Fllgwe* are particularly hard to draw, so swing your 
arm with free, ihydinuc movcaicnts. and deal hcsiutc to 
keep going over the lines 



with irregular sides When you draw sand dancs. remember 
then basic geometric shape even if that shape scent to 
appear under the reallsiic contours of the sand. You can 
tuatly begin by drawing geometric tones and thca draw 
dunes over them Or you can drew the dunes directly 
keep the cones in your head 



Conus In Light and Shad*. Light, halftone (or nud- 
dkaunc). and shadow wrap around tones very muth ns dicy 
do around the curving shies of cylinders Those gradations 
can be subtle, so observe them carefully On die dart tide 
of the nearest flattened cone in this illitsuaiioa. notice bon 
the italics become sligkdy denser «o indicate the change 
from halftone to shadow—and ihen die strokes become 
itur open to suggest reflected Kghf at lhe left. 



Ounua In Light and Shad*, 't hen you render the panrm 
of light and shade cm the actual dune, remember the behav¬ 
ior of the times on the geometric cones. Like (he imaginary 
cme* at left, the conebke shapes of the dunes pick up the 
sunlight an their right-hand sides and thca crave gradually 
around into halftone and shadow There isn't always a aeal 
gradation from light to halftone to shadow to reflected light 
hi dun case, reflected light ^ p u n throughout the ahatkm. 
TV wrist leaves seme spares between pencil strokes to sug¬ 
gest reflected light from die sky. 


lt«f 













Step 1. An "outdocr klill life." *ud> 
a* theta (to tree tiiunpt, offer* a 
good chance to draw cylindrical 
form* in nature The ailrti begin* b> 


liked cylinder* with elliptical topt 
The ro# at the left it a deader, up- 


Step 2. Uim| Lie cy lindncal *hapc* 
cif Seep I at a guide. the irtiv look* 
carefully at hi* wbjeet and than* the 
ragged contour* of the leathered 
wood nwrr the pale Ime* He dona 1 
follow the on final g uiJclino loo 
faithfully, but depart* fro a them 
freely lo cine a mntr rraltik draw • 
inf of the two uutnp* He draw* the 
jagged, broken top* of the uump* 
right o\er the elliptical gtaviate* — 
but he renKtnbcu that ihr clliptct 
are there. The root at the left no 
longer lurk* very cylindrical or coni¬ 
cal, but the artial will remember ihr 
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Stap 3. Working w ith the tad* of the 
pencil, the aiiu emirs hmJ strokes 
down 4 k stamp to establish the bag 
shapes of the darks. Non there's a 
dear distinction between the light 
and shade on each large cylinder, as 
well ns on the root at the left. At the 
tops of the tturapt. strung darks are 
placed with die ragged shapes as the) 
lure away from the light. A single 
root at the right is entirely Mi shadow. 
so this lone U blocked m. 



Step 4 . Pressing harder on the side 
at the pencil, the arint darkens the 
tones on the cylindrical stamps to 
make the shapes look three-dime*- 
stonal Although the tones are alter 
repted by the broken innur of die 
slathered wood, the strides suggest 
the gradual right U> left gridoboo 
light, halftone tor middle tone >. 
shadow, and reflected light wiihm 
the shadow. The darkest shadows are 
placed within the cracks and where 
the stumps overlap The artist ’a hisal 
step b to draw small details, such as 
the twig* and crack*, which come of- 
ter he's rendered the gradation of 
light and shade that makes the sob 
yen look solid. 
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Sphsrss. Another basic geometric form thai ocean con¬ 
stantly in nature is the sphere Although there aren't many 
pffni circlet in nature, practice drawing arc lei wuh the 
point of your pencil The accret of drawing a really round 
circle it to swing your whole arm. starting from the iboul¬ 
der. not from the wmi or elbow Keep rrpejemg that cwcti- 
Ur mnenot. |oir. { around and around. go in* over each 
circle agaui and again until the dupe teems right. Your or 
ctet wont he geometrically perfect, but practice will make 
them round and full, which it whai mourn 


Rounded Rocks. Boulden aae often irregular iphcrci. 
flattened here and there, and partly tuned in grant or dan. 
f>tre you ve learned how to dram a circle skhquick, rhyth¬ 
mic movement!, you can draw circular guidchaei and then 
build rualutic bouiden over these round shapes Or you can 
go directly m work draw mg thr irregular contours of the 
boulders themselves. 



Spheres In Ughl and Shade. A sphere. Utc a cylinder, 
is a rounded form so the tones wrap softly around the 
sphere and seem lo flow together Rendering the gradauceu 
of light and shade on a sphere takes practice Pal a '.earns 
ball—or any kind of pale ball—near a window so that it re¬ 
ceives strung light, and then practice rendering ihe tunes 
with broad strokes, made with the sadr uf die pencil Eaag- 
fcntc Ihe mat of light halftone (or nwddlctonc). shadow, 
and reflected light, as you tee here, so they remain firmly 
Used in your memory 



Rounded Rocks In Ughl and Shads. When you draw 
real boulders scattered ia a grassy field, the rocky teeturea 
will be tough and irregular, making the gradation of light 
are! shade harder to see Render the I ones with rough, irreg¬ 
ular strokes, but vary the strokes so that they 're lighter 01 
daiter lo match the lonal areas you've seen on the teams 
halls like ihe geometrically perfect halls at the left, these 
boulders ate In from the right, so there a a right to-left gra¬ 
dation of tone keen light to halftone to shadow to reflected 
bfia 
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Spharna (Plus Cylinders). Trees and shrubs rarely look 
esactly like spheres. but it’i often helpful to visuaktc them 
at spbencal farms. Jail at it's helpful to visualize their 
trunks u cylinders If the mass of foliage looks as if it 
would fit into a circle, you can begin with a circular 
guide lire and then chop holes into toe geometric form when 
you draw the actual me. 


Troon The leafy masses of these three trees are all roughly 
circular, although the actual outline of toe trees contains big 
gaps and doesn’t look cvcvtar at ftrslglmicc. The trunks arc 
basically cytmdrscsl. even though each trunk diverges to 
form branches above and spreads sl.ghdy •: the bottom of 
the cylinder where the roots go underground These spheri¬ 
cal and cylindrical forms will become more apparent when 
you add light and shade to tor tsrrs 




Sphorou (Won Cyttndora) in UgM and Shad*. Befrce 
you start to add mae to the area, remember what you've 
learned about the gradation of light, hatftoac lor mld- 
dktone). shadow, and reflecsed light on spheres and cylin¬ 
ders Remember, too. that a roaaded form casts a 
r o und ed n r elliptical—shadow on toe ground 


Tmna In Light and Shado. The tones of the leafy masses 
follow the same peogmuon as the tones on the geometric 
sphere Although your pencil strokes can took rough and ir¬ 
regular—to convey the feature and detail of the leaves— 
place your ligtner strokes in the halftone wens, your darker 
strokes la toe shadows, and allow some space between the 


low tor sane sequence of tones when you render the cylin¬ 
drical trunks and branches. Group your "grassy” strokes to 
ruu toe shadows look hie rough ellipses 
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Stop 1. Drawing outdoors. you often 
Ini frees and nxki wnti ihai 

arc essentially found k ihu land¬ 
scape drawing. Ike artist begins by 
drawing circular gusdrlines with light 
touches ofa sharpened penal. Then, 
working within the simple geometric 
sh^srs. he e anil reels ike ieaiisiic 
shapes of the trees and rocks. Nutnc 
how the irregular outlines of die trees 
move hack and forth over the circular 
shapes hut still remain rough!) faith- 
hd In the circle TV rocks re all) start 
out at half circles, since Ihe lower 
part of Ihe rock is buried in Ihe 
ground, and then the artitl draws Sai¬ 
ler. mure angular lines over the half 
circlrv 


Step 2. Using the side of the pencil. 
Ihe artist Mocks in the big dupes of 
the darks TV sunlight ernes Irons 
IV shy in the upper left. v> the darks 
appear on the right sides and on Ihe 
undersides of the leafy masses—and 
on the right sides of the boulders 
TV cylindrical tree trunks are mostly 
ia shadow As V Mucks in IV tunes. 
IV art i*t keeps in mind die behavior 
of light and shade on f phene si forma. 
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Step! No* rtetell *WMhp hjlf- 
kocs (or miiidJctoocil and ilrrnjth- 
ens the darts Although ihe km art 
obviously broken up hy Uie clataen 
of foliage. it's easy lo »ee how the 
loErk on (be smaller tree at the left 
behave like the gradations os a 
sphere The (ones on the big tree 
trunk at the right art tike the grata 
bow on a cylinder. The artist cstab- 
lishct a strung d is tint I ion between 
the lighted tops and shadowy sides of 
the rocks, which now look block- 
tet —like spheres that have been flat¬ 
tened. Nctscc bow the shadow sides 
of the rocks grow lighter toward the 
right, where they pick up some 
reflected light from the sky. 


Slop 4 . So far. the trim has been 
wofllBg entirely with big masses of 
tone Now he goes buck to add the 
details aad strengthen the tones in the 
Anal stage of drawing He adds nave 
branches to die trees. broadens and 
darkens the shadow s on the leases, 
and suggests Individnal leaves with 
quick strokes made by using the side 
of the pencil. He scribbles in the 
grass with short vertical strokes And 
most intern!inf of all. be takes the 
big geometric shapes of the rocks and 
breaks them into smaller thaprs by 
adding cracks aad stronger shadows 
Half-close your eyes aad you II see 
mat ihe clusters of rocks here are 
really quite faithful u> the tunpliflcd 
geometric shapes of the rocks ia 
Steps 2 and S. 
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Step 1. Thu demonstration 
drawing of mountains and ev¬ 
ergreen* will give you an idea 
at die variety of marks you 
(to make with a stick of 
ehalk—ranging (tom deader 
imes made with the sharp cor¬ 
ner in broad strokes made 
with the iifiaoh cad or die 
flat tide. As always, the artist 
begins with a very simple line 
drawing, using the sharp cor¬ 
ner of the chalk. He draws the 
silhouettes of the cliffs, 
which look like irregular 
squares. He vianalucs the 
duster of evergreens at the 
fool of the cliff as a single 
mass—and he cndoscs this 
mass with just a lew lues. 
The cluster of evergreens on 
the left-hand tide of the pK- 
lure ii suggested with a 
zigzag line 



Stap 2. Still workiag with 
the sharp corner of the chalk, 
the artut draws the contours 
of the cliffs more carefully 
Along the top and side of the 
big cliff on the right, he 
draws a second line to suggest 
strips of light. At the bases of 
the rocky shapes, he moves 
i aside the anginal guide lines 
to draw shapes that look more 
like trees, although he mil 
works wifi just a few casual 
lines, knowing that they'll 
soon be covered w ith heavier 
strokes of tone. At the es¬ 
trone left, he adds a tough 
vertical stroke to suggest a 
tree trunk that will show more 
dearly at a later stage of the 
drawing. 









DEMONSTRATION 5. MOUNTAINS 


55 



Stop 3. Willi the squsmh 
end of ihe chalk, the artist be¬ 
gin* to block is the shadow* 
on the lace of the big cliff. 
Then, turning the chalk so 
that the tharp center touche* 
the paper, he draws deep, 
dart crack* that run In wavy 
vertical lines down the cliff. 
He alto begins to sharpen the 
cootoor* of the top Although 
the overall shape of the cliff u 
more or less square, the rocky 
form* oa it* face look like it- 
regular cylinders—on which 
die artist suggests the grads 
non from light to shadow to 
reflected light that you sec on 
cylindrical form* At the lop 
of the cliff, you can ace the 
patch uf light that the artist 
outlined hi Step 2. 



Stop 4 The arti-1 picks up a 

ihivi chunk of i'token (at 
worn down) chalk With die 
Hal tide of the broken stick, 
he darken* the Ng cliff and 
blocks « broad tones on both 
the central cliff and Ihe pale 
mountain in the distance He 
own a sharp w outer to draw 
more crack*. With Ihe vqwar 
i*h end of the \ii.V he draws 
the dark foliage with thick 
horitontal lines Then he 
draw* «bm vertical lines for 
the trunk* with die sharp cor¬ 
ner of the chalk He places a 
shadow an the chore benesfl 
the trunk* with the Bat ude of 
the chalk, and then he draws 
the vh'wline with ihe tu rner 
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Sl«p 5. Pressing more Itfbd) 
on the square end of the 
chalk, the artui draw* the 
paler, more distant mt of 
evergreen*, adding a few 
crop stroke* with the corner 
cf the -stick to suggest a few 
trunk* Hr al*o uses the 
squarish end of the nick to 
Mock in the reflcctum* of the 
evergreen* in the water with 
horizontal stroke*. Notice 
that the reflection* are lighter 
than the tree* 



Slap 6. A* the sbek of chalk 
wear* down, it* tip become* 
blunt and (lightly rounded, 
making a tirokc which i* 
thick but no lunger tquamh 
Now the •riant draw* the 
dense foliage of the ever¬ 
green* at the left, making 
cluster* of horizontal and di¬ 
agonal stroke* wilh the Mum 
end of the chalk. He lea*c* 
space* between the stroke* to 
suggest the light of the *k> 
breaking through the foliage 
Then, working with the sharp 
corner of a fteth piece of 
chnlk—or sharpening a worn 
pin e on the sandpaper pad— 
he add* onp vertical line* to 
Uggevt trunk* and a few 
branches 
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St»P 7. I" *'• final *iapr. the umi got* over all three 
muunuinuw* diaper witii the flat »lc o< a duet dunk id 
chalk darkening them mith broad stroke* With the (harp 
rimer, he add* more crack* u> the two nearby mmnum*. 
but he remember* the ntks of aerial perspective and add* no 
detail* to die pole. Astart mountarn. *ith the blunt end of a 
wn tlick. he darken* all the tree* ohh a draw layer id 
horuonul stroke* and then darken* the shoreline and reflec¬ 
tions on the right in the tame way. Heavy ngeag stroke* 
suggest the reflection* of a fc«* individual tree* in the 
dream Finally, (he art]it sharpens tic chalk to a point and 
add* d<c precise line* of branches and twig* to the cluster id 
tree* ai Hie eitremc left. Tin* par id the picture h clo*e*t id 
the viewer. *o that'* where the artist concentrate* his precise 
detail* remembering the rules id aerial perspective once 
again 
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Stop 1. Like charcoal, chalk 
lead* itaclf c<4 Jills well to 
crap lines. broad strokes, aid 
Mended tones A seascape, 
combining the nigged forms 
of rocks aad the softer forms 
of water, b a good subject fee 
exploring this combination of 
chalk-drawing lechONpies In 
hn pr*Uminor, line drawing, 
the artist draws the hard, Jis- 
Inset shapes of the rocki and 
the softer, leu distinct shapes 
of the turf and waves with 
espial cart Although the sea 
keeps moving, the waves and 
surf assume repetitive shapes. 
which the artist studies care¬ 
fully and then draws quickly 
with curving lines Of course, 
many of these lines wil even¬ 
tually disappear when the 
tones of the surf arc Mended 


/r 







_ .p — 


Slop 2. Working over and 
widun the guidelines of Step 
I. the trust draws the rocks *> 
more detail He adds smaller 
shapes within the big shapes 


ihslant wascs nicer precisely 
but avoids adding more lines 
to the soft, curving shape of 
the foam between the rucks, 
since this soft shape writ be 
rendered with Mended tones 
rather than lines or strokes 
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Stop 1. Sin* look far j land¬ 
scape subject dial will five 
you an opportunity to com 
bine ilmdtr lines. broad 
strokes, anil u!ii*J{oil tones. 
H>r Ibis demonstration. tke 
artial chompi a pond «ur- 
roumkd by Ireca and rucks. 
Hu* preliminary line draw¬ 
ing. mode with a hard char- 
aval pencil, virnply define* 
(he group of tree trunki on the 
right, the rocky shorelines 
acmaa the center of the pic¬ 
ture. and the soft shape* of 
the trees on the far shore. The 
artist makes no attempt to 
draw the details of the light 
and shadow' in the water, 
which he'll block in w'ltb 
broad tones in the neat step. 


Slap 2. The artist has cl*wen 
a rough sheet of paper whose 
Inline will suggest the de¬ 
tail* of foliage and also per¬ 
mit him to do a lot ol 
Mending Wieklng with the 
aide of a medium charcoal 
pencil, he blocks m the tone* 
of the mass of trees on the far 
shore, buildiag stroke apiai 
stroke to darken the shadow 
areas He also blocks In the 
shaduwy sides if die ricks 
■hen he begins to draw the 
dark reNrctiom of the trees in 
the water, using long hutULm- 
lal strokes He blends all 



these tunes bghtly with a fin¬ 
gertip but doesn't rub hard 
enough to obliterate the 
strokes. He brightens the sun¬ 
lit tups of the rocks with the 
kneaded rubber eraser 




mb©- 
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Step 3. Working with the 
median] charcoal pencil, he 
block» in tic dirk* mum# the 
distant tree*—and their 
redactions in the wnler—*>lt 
short. curving strokes that 
mggnl the character at to- 


imge tic aocsn i menu tnoc 
strokes but allow* them to 
Hand out. dark and chsiincl 
among the gray lone* that ap¬ 
peared in Step 2. He uie» die 
kneaded rubber to lighten 
tome clutter* at foliage and 
suggest patches ol sunlight 




Step 4. Moving down across 
the water, the artist continues 
to block in die pattern of light 
and dark with horiioatal 
stroke* Sen he move* ha 
fingertip horizontally acros* 
die paper to turn the tucket 
into subtle. smoky tone*. He 
came t patches of dark sett 
down into the water, suggest 
Ing more reneclioas of the 
tree* on the distant shore 
And he wipe* away ttresis of 
Miallghi on the water with a 
kneaded rubber eraser. Nohce 
dial the line* of the three tree 
trunk* on die right are almost 
obliterated. But this is no 
problem, the trees will toon 
reappear 


DEMONSTRATION 9. POND 


75 



Stop 7. Picking up a soft charcoal pencil, the aru*i move* M 
bghiJy user toe nuu of tree* an toe Ur there and toe 
rtroket softly with a Begettip to darken toe enure area He 
then inn Ini charcoal-coined fingertip to dirten toe shad 
m on toe rock and toe shadowy patches ia toe water i If be 
runs out of charcoal on hit fingertip he can easily blacken 
his finger again hy pressing a against the blackened sand¬ 
paper pad.) The tip of toe medium charcoal pencil adds 
more foliage in toe upper right with quick, tcnbbly stroke* 
The sharp point of toe pencil adds more twigs and branches, 
aad then moves down to add more grasses and weeds Id toe 
foreground To strengthen the contrast betwee n light and 


shadow. the kneaded rubber crater comes tah> play. It's 
squeezed to a sharp pomt to clean jagged patches c4 sky aad 
the sunlit areas at toe rocks Then the eraser is taoved very 
lightly across the stmer—humsmully and then vertically— 
to add splatocs at light an toe shadowy surface of toe pond 
The eraser creates a Sash of sunlight cm one tree trunk at toe 
extreme right. Squeezing toe eraser lo a sharp pomt. the art 
i* picks nut some pale lines among toe fcrcgnaind grasses 
to suggest blades caught in hi alight Throughout the draw 
mg. toe rough texture of the paper adds boldness to the 
strokes, suggests detail among toe d. slant clamps of foliage, 
aad adds vitality to ail the Mended times 
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Stop 1. For blended mo— 
with vuhtlc gradations from 
deep blub to nhi) jnji— 
no medium compares wills 
natural charcoal To densoo 
strate ihc beauty of this sirn- 
pktl of all drawing mediums, 
the artist chooses the soft 
lights and shadows of dunes 
on a beach, with a brooding 
sky overhead. Sharpening a 
nick of natural charcoal on a 
sandpaper pad. the artist 
draws the silhouettes of two 
btg dunes, suggesting patches 
of beach grass si die top of 
each dune He draws a bon 
rental line for die hrvtrnn of 
the sea in the distance 


Stop 2. The blended tones of 
natural charcoal are par¬ 
ticularly beautiful on rough 
paper, and so the artist has 
churn a then with a dntiacl 
tooth He Nocks in the Jarl 
clouds with broad strokes anj 
thrn blends these strokes w ith 
a fingertip, moving hts linger 
across the paper with a wavy 
motion that suggests the 
movement of the clouds He 
uses his charcoal-covered fin¬ 
ger like a hnssh to add veils of 
pole gray over the lighter stem 
nf the sky The dark, inverted 
triangle of sea. glimpsed be¬ 
tween the dunes, is drawn 
with firm, dark strokes and 
Mended iltghlly with a quick 
touch of the finger 
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Step 5. QikI. spontaneous 
touches of Ike itwpcned 
charcoal Mick suggest smaller 
plants and but of dchrit be¬ 
low the clamp* of beach 
(rat*. Another duster of 
beach |rass is added at the 
center of the picture and then 
slightly blurred with a Utuch 
of the tnjcrtip. which creates 
a shadow. The artist proses 
hit finger against the 
blackcaed sandpaper pad to 
pick up moat lone His ftager 
spreads blobs of (one across 
the foreground to indicate 
shadowy curses and irreg¬ 
ularities In the beach. Be¬ 
tween lf<c dark strokes made 
by his fingertip, the artist 
bnghlcat patches of sand 
with tic eraser, suggesting 
splashes of sunlight 



Step 6 Again sharpening the 
charcoal stick on the sand¬ 
paper pad. the atlisi adds a 
big clamp of beach grass in 
the lorrgrxiod Then. turning 
the stick tm Us side, he draws 
long shadows slanting down 
ward toward the right He 
leaves these shadow sL-.Aes 


stick moves across the beach, 
aiding blades of beach grass 
here and there, plus touche* 
to suggest the usual shoreline 
debris Except for die shad¬ 
ows cast by the beach grass, 
the dune ai the right mraliK 
bare white paper. Surrounded 
by so much tone, this patch cd 
whMc paper radiates sunlight 
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